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BHAVAKATVA-VYAPARA 
or 
AFFECTIVE PROCESS IN POETIC WRITING 


[1] 


Bhatta-Nayaka (circa 935-995 A.D.) speaks of bhdvakatva-vyapara 
(Affective Process) in connection with his own interpretation of the 
rasa-siitra of Bharata. The present article intends to explain and examine 
this process. 

The bhdvakatva-vydpara and the principle of bhavana underlying it 
are originally a Piirva-mimarsa doctrine. The Mimarhsa science believes 
that the Vedic sentences are a command to (ritual) action. The state- 
ments in the Vedas and Brahmanas have, accordingly, to be interpreted 
to yield the sense of action and the system. therefore has evolved some 
rules of interpretation. The doctrine of bhdvand comes in this context. 
A Vedic sentence like « svargakdmo yajeta » is interpreted, in this light, 
to mean « One should realise heaven by (performing) a sacrifice ». 

The particular sense of the Vedic sentence is taken from the verb 
yajeta. In this verb, the root is yaj and ta is a special termination 
attached to it. The termination ta contains a verbal element (known 
as dkhydta, having the sense of action). This element is common to 
all verb-forms. In addition, the termination ta has the elements signi- 
fying «one» (singular number); « third person », and the rather more 
important element signifying « particular time» (kala) and «import 
or mood » (artha), namely, the « potential » (lim). It is this element of 
the potential (Ji) that expresses bhdvand, according to Mimarhsa. - 


yajeta 
yaj ta 
(root) (termination) 
akhyata samkhya lin 


(verbal element) (number; also person) (potential) 
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Bhavana, in the Mimarhs& sense, means a particular activity (vyd- 
para) (a tendency, a performance), on the part of a person who intends 
something should happen (bh@vayita), an activity, favourable or con- 
ducive to the intended happening (bhdvana-anukiila)'. The tendency to 
undertake a ritual performance, and the entire psychological process 
providing the impetus to undertake such an activity, are comprised in 

aod the-technical-Mimarhs4-concept-of bhavand.The-impetus.(prerand).comes.._____. 
from the potential, li#; that is to say, from the element of the Potential- 
Mood-termination attached to the verb-root signifying action; or broadly 
from the recommendation/command implicit in the Vedic statement. 
In the activities of daily life, when a person of authority exhorts us 
to do something or stop doing something, we get the necessary impetus 
‘to act accordingly. Such impetus is present in the verb-form in Impe- 
rative or Potential Mood; and the intention (to urge towards an acti- 
vity) rests in the mind of the person of authority. The Vedas being 
a-pauruseya (not composed by a human agency), according to Mimarhsa 


to act (pravrtti) is believed to rest in the words of the Veda, technically 
speaking in the potential element of the verb-termination. 


Impetus leads to actual activity. It arises on knowing the meaning 
of the Vedic words, the precept and its definite purpose. This is the 
second aspect of bhdvand, known as Grthi bhdvand?. It denotes the 
performance or a series of actions undertaken to obtain the desired 
fruit heaven, having received the urge to do so from the Vedic precept, 
svargakdmo yajeta. The two aspects of bhavand, sabdi (verbal) and 
Grthi (meaningful, activity-prone) are causally connected. The Vedic 
precepts create the urge; the urge leads to sacrificial activity for obtain- 
ing heaven as the fruit. Technically speaking, G@rthi bhadvand is the aim 
(sddhya) of Sadbdi bhavana. 

Bhavana, thus, being an activity (vyapdra), the three elements, 
namely the aim (sddhya), the means (sddhana) and the procedure of 
performance (itikartavyata) are necessarily present in it. The aim or 
goal of Sabdi bhavand, as we have seen, is arthi bhavanda or the actual 
inclination to act. The means (sddhana) to create the inclination for 
activity is, of course, the knowledge of the lin, the potential termination 
attached to a verb-root denoting action. The Veda and the Brahmanas 
contain other statements, which are not precepts but either a commen- 
dation of a certain ritual act or a censure of it. These statements are 
known as arthavdda. The knowledge of these arthavdda-vakyas streng- 
thens the knowledge derived from the potential in the Vedic precept, 
and it paves the way for proceeding (iti-kartavyatda) to actual performance. 


1. See Arthasangraha of Laugaksibhaskara: bhavitur bhavandnukiilo bhdvayitur 
vydpadravisesah | 
2. Ibid. Prayojaneccha-janita-kriyavisaya-vyadpdarah arthibhadvanda | 
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Now, the aim or goal of the ritual activity is heaven, the desired 
fruit. In other words, the sddhya of a@rthi bhavand is svarga. The means 
to get this fruit is yaga, sacrifice. The procedure for performing a’ 
sacrifice is laid down in the ritual texts which ask us to perform the 
parts like praydja and others in the stated order and in correct manner. 


Taking the three elements of both the aspects of bhdavand together, 
the total import of a Vedic precept like svargakamo yajeta now appears 
to be «one should realise heaven by the performance of a sacrifice », 


[2] 


How Bhatta-Nayaka applies this bhdvand doctrine to poetic writing 
is to be seen. His work Hrdayadarpana is no longer extant. Bhatta- 
Nayaka’s views have, therefore, to be gathered from what Abhinava- 
gupta, Mammata (M) and the several commentators of M’s Kavyapra- 
kaga (KP.) have said about them. 


Bhatta-Lollata thinks that the components vibhdva, anubhava and 
vyabhicari-bhadvas combine with sthdyi-bhdva (the abiding state of 
mind) and this accumulation (upaciti) results in the production (utpatti) 
of rasa is rejected by Bhatta-Nayaka. Sankuka believed that an actor 
imitated the vibhava etc. (a character in his possible outward appearance, 
character whom the actor is imitating. This theory of the production 
of rasa is rejected by Bhatta-Nayaka. Sankuka believed tat an actor 
imitated the vibhdva etc. (a caracter in his possible outward appearance, 
his gestures and.movements, and his emotions); we have no chance to 
.perceive an original character but infer his moods, emotions and 
actions; however, the inference has the aesthetic context of art and as 
such it is different from the ordinary inference of perceptual know- 
ledge; rasa is imitation of emotional state and its awareness is infe- 
rential. Bhatta-Nayaka does not accept this interpretation too. For him, 
rasa is not any kind of perception but an experience of pure relish or 
enjoyment (bhoga). As one opposed to the suggestive power of word 
and sense (vyafijand-vydpara) Bhatta-Nayaka does not accept the view 
that rasa is revealed by suggestion (abhivyakti) 3. 


3. See: Bhatta-Nayakas tv-dha, Raso na pratiyate / Abhinavagupta’s commentary 
on the Rasa-sitira of Bharata; Naftyasdstra (NS.), Gaekwad's Oriental Serics (GOS), 
Vol. I, Second Revised Edition, Oriental Institute, Baroda, 1956, p. 276, 
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Bhatta-Nayaka believes that the common knowledge derived from 
words and their senses, the awareness of emotional states and expe- 
riences (rasa, bhava) and their relish or enjoyment are all results (func- 
tions) of the operation of abhidha. There is one vital difference however. 
In Tantra and Sdstras (scientific, theoretical works) abhidha operates 
only to express the conventional, fixed sense. In poetic writing, on the 


~ other~hand;-abhidha~-goes- beyond the mere -expression- of conventional 


sense, and reveals the permanent mental state behind the word and 
sense (sthdyi-bhava) and prepares the way for its relish and enjoy-' 
ment. So, Bhatta-Nayaka postulates two additional parts of the abhidha- 
operation: The usual operation is confined, as we have seen, to expressing 
the immediate (directly conventional) sense, or the mediate (metaphori- 
cal) sense of words. This sense is present in scientific writing, as well 
as in poetic writing. But the second part of abhidha is bhavand and 
the third is bhoga or bhogakrtva or bhogikrta or bhogikarana or bhoja- 
katva, which. particularly operate in poetic writings.: Understanding: the 
words and their fixed senses may lead to the understanding of the subject- 
matter or theme of poetic writing and of some detail of poetic construc- 
tion. But the experience of an emotion, a poet’s intent of heart, is not 
within the reach of conventional operation of abhidhad. A poet's business 
is to reveal this inner emotional content to his reader or spectator. 
The part of the operation which makes it possible is bhdvakatva or 
bhavand, as Bhatta-Nayaka sees it. 


There are certain factors in poetic writing: Figures of speech, for 
example, are only a form of abhidha (expression). But when they are 
used carefully in poetic writing they lend charm to what is stated; use © 
of poetical excellences (guna) and avoidance of faults (dosa) similarly 
help poetic writing. These, thus, become poetic principles. In drama, 
thé histrionic representation through the four kinds (caturvidha-abhi- 
naya) makes the presentation alluring and beautiful. These factors set 
poetic writing apart from Sastric kind of writing, and they make the 
operation of bhdvakatva successful. The distinctive nature of poetic 
writing, as apart from scientific or theoretical writing, is admitted on 
all hands; the distinctiveness is felt. Bhatta-Nayaka seems to imply 


. that the so called poetic factors — guna, alankara, abhinaya etc. — play: 


an important role in determining the distinctive nature of poetic writing. 
Arid if it is to be admitted that a poet or a creative writer is concerned, 


_not with communicating knowledge. of precepts, theories, rules of con- 


duct, or with a record of facts, but is concerned with communion of 
emotional experience, the special operation of poetic expression has 
equally to be admitted. In other words, bhava (emotion-based experience) 
as the content of poetic writing must lead us to accept bhdvakatva vya- 
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para or the process and operation through which the ware is pence 
to the reader/spectator +. . cf 


Bhatta-Nayaka states that the poetic factors, ncitaive ‘Abhinav : 
in ndatya, not only reveal the emotional content but also , present the 
basic emotional state (sthayi-bhava) in a generalised way:,'In actual 
writing, the emotional experience is presented in a particular context : 
of character, happening, time and place. A poet has to do so in: order’ 
to lend conviction and reality to his presentation. But. while. taking” 
that experience through the medium of poetic expression or hi rionic’ 
representation, the particular contexts can be, and are in fact,’ she ‘- 
We may «see» an actor playing Rama, and understand « this is “how- 
Rama loved Sita, or wept for her ». But what we feel is‘the «love of. 
a man for ‘a woman», «a husband’s profound sorrow. at ‘ihe loss of 
his beloved wife ». It is in this feeling that the basic emotional’ state’ 
on which the experience is founded loses: its particular contexts. This’: 
is called universalization or generalisation of emotion (sddhdrarikarana).. 
Bhatta-Nayaka states that transforming the components of poetic ‘con- 


4, Consider the following statements: i pial ahaa 


(i) Abhidhad bhavand canyad tad bhogikrtam eva ca / 
Abhidhadhamatam gare Sabdarthalankrti tatah // 
Tad-bhogikrtariipena ednvade siddhiman narah // 
NS. Abhinava, ibid., p. 277; also quoted by Hemacandra in his Ravommadicanine 
(ii) Tan mate hi vacyavisaya-abhidhavyapara-antarabhavi - rasadivisayo bhava. 
katvanamdad vydparah svikrto-sti | Yadi hi abhidhavydparantarabhavi bhava- 
katva-vydpdro na angikriyate tada Sdastrebhyah Kavya-natyayoh: ais ae 
ram syat {| Tasmdad dvitiyo-sti Rasabhadvanakhyo vyadparah... / ° a eee 
Marikyacandra’s Samketa on Kavyaprakaga (1159-60 or 1210'A.D.), ed. Vasudevagastri 
Abhyankar, Anandashram Sanskrit Series, No. 89, Poona, 1929; pp. .46:47. °° 
(iii) Kavydtmanah sabdasya abhidha-bhavana-bhogikrti- riipah trayah amésah:.f . 
Tatra abhidhdyakatvam vacyavisayam, bhavakatvam: rasddivisayam;:: bho- 
gakrtvam sahrdayavisayam, iti trayah armsabhiitavydpadrah /* Tatra abhi- 
dhdyogo yadi Suddhah syat tat Tantradibhyah Sdstra-nydyebhyah, Slesddya- 
lankdrdndm ko bhedah / Vrttivaicitryam srutidustadivarjanam ca akiticit- 
karam | Tena Rasabhdavandkhyo dvitiyo vyadpdarah. yad-vasad BT: re 
vilaksand / Sa ca vibhdvaddindm sa@dhdaranikaranatva-hetuh {| . ste 
_SomeSgvara’s Comm. on Kavyaprakdga (KP.) called Kavyadaréga (about 50 years “after 
Mammata), ed. Rasiklal Parikh, Rajasthan Puratattva Granthamala, No. 46, Jodhpur, 
Rajasthan; 1959; p. 44. 
(iv) $abdatmanah kadvyasya trayo vyaparah, abhidha bndvabaloahi bhojakatvam 
‘ca | Tatra abhidha nirantara-santara- arthanisthatvena dvidha / Bhavakat- 
vam sddhdranikaranam / Antyam vyaparadvayam natye-pi / ' 
Govinda Thakkura’s Pradipa on KP. (circa 14th cent. A.D:) ed. _Vasudevasastri 
Abhyankar, Anandashram No. 66, Poona, 1911, p. 95. ; 
(v) Dhvaniprasthana-paripanthi Bhatta-Nayakah Sabdasya tisro pttir manyate / 
’ Yad dha sa eva «Yady-api abhidha bhdvakatvalaksanam vydpadradvayam 
eva kavye pradhdnam, tathdpi tavan-mdatre na visrdmah iti bhogaagane: 
parydyo-pi vyapdro visrdnti-sthGnatayad pradhdnam » iti / - 
Gokulanatha Upadhyaya’s Vivarana on KP. (1909 A.D.), ed. Badrinath Tha, Varana: ‘ 
seya Sanskrit Vigvavidydlaya, Varanasi, 1961, pp. 127-129, 
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struction, namely vibhdva (the stimulants or determinants), anubhdva 
(physical reactions) and vyabhica&ri-bhavas (accompanying mental states) 
all leading to the intended basic mental state (sthdyi-bhava), into a gene- 
ralised complex, without the cover of particular contextual connections, 
is precisely the function of bhdvakatva process. When bhdvakatva vyd- 
para has played its part in the art-impact on a reader/spectator, the 
_.actual_components_of_poetic_or_dramatic_presentation_are_revealed_in 
generalised form: the experience stands before us as that of a specific 
sthayi (bhavyamdna), ready to be received and enjoyed*. The operation 
of bhavakatva is over, once the poetic components (vibhdvddi) and the 
intended basic emotional state (sthdyi) are revealed and presented in 
generalised form. 


The actual relish. of this generalised sthdyi is a separate activity. 
Bhatta-Nayaka postulates a third operation called bhoga or bhogikrtva 
etc. for this purpose and says that it is brought about by the third 
part of abhidha. It follows that bhavakatva is concerned, according .to 
Bhatta-Nayaka,-with-the-achievement-of generalisation-of emotional. state -. 
(sédharanikarana); bhoga is concerned with the connoisseur (sahydaya) °. 


5. Consider the following quotations: 

(i) Kdvye dosabhdva-guna-alankdara-mayatva-laksanena, Natye caturvidha-abhi- 
nayariipena, nijamohasankatakarind vibhavadi-saddhdaranikarandtmand, abhi- 
dhato dvitiyena amsena bhdvakatva-vyadparena bhadvyamdanah rasah... / 

Abhinavagupta on NS. Rasasiitra, op. cit., p. 277. 

(ii) Sa ca (bhdavakatvanadmad vydparah) cetaso ghanasammmohasamvrytatvam 
nivadrya vibhavaddin svasya:natasya ca sadharanadn karoti / Ata eva na 
tdtasthya-adtmagatatve / 

Manikyacandra, KP. Samketa, op. cit., pp. 46-47. 

(iii) Api tu kdvye ndtye ca abhidhdato dvitiyena vibhavadi-sadhadranikarandtmanda 

bhavakatva-vyapadrena bhadvyamdnah sthdayi / 
Mammata, KP., IV. 

(iv) Tena hi (bhavakatva-) vydpdadrena vibhdvaddayah sthdyi ca sadharanikriyante / 
Sdadhdranikaranam ca etad eva yat Sitddivisesadnadm kdaminitvadi-samanyena 
upasthitih / Sthdyi-anubhdvadinadm ca sambandhi-vigesa-anavacchinnatvena /[ 
..Evam kdvye natye ca dvitiyavyapdrena sadhdranikrtaih vibhadvadibhih 
trtiyavydpara-sahityena tathadkrtah (sadharanikrtah) eva sthayi bhujyate / 

Govinda Thakkura, KP. Pradipa, op. cit., p. 95. 

(v) ...Viratayém abhidhadyam .bhavakatva-vydparasya dvirbhadvah / Tena hi 
s@dhdranikrta vibhdva-anubhdva-vyabhicayinah sdaddhdranyena bhdavyante, 
mugdhandyikavibhavita-katdksddi-anubhavita-vridaddimdan uddttandyaka iti / 
Atra eva bhadvapradhanadnadm kadvyandm visrantih / Bhdvandajanya-pratiti- 
visranti-visaydntaratvam eva Bhavakatvam | Yad dha Maharajah (?): 
Tadbhava-bhavita-vibhadva-vibhavyamdano / 

Yo bhavyate manasi bhavanaya sa bhavah // 
Yo bhavandpatham atitya vivartamanah / 
Saksatkrto hrdi param svadate raso-sau // 
Evam ca iha vibhdvaddibhih samyogat bhdvitatv@d anantarakdle rasasya 
sthadyinah bhogena muktisvariipa nispattih iti siitrarthah | Bhojakavydpara- 
bhujyamdna-sthadyitvam eva rasa-laksanam bodhvam | 

Gokulaniitha Upadhyaya, KP. Vivarana, op. cit., pp. 127-129. 

6. CFE. 4 @), GD, (&): 6) Gv), (%) cited above. 


Bhdvakatva-vydpara or affective process in poetic writing 25 


The operation of bhoga, which enables a sensitive reader/spectator 
to relish the experience presented is different from such familiar pro- 
cesses as direct perception, remembrance etc. Bhatta-Nayaka explains, 
in terms of Sarmkhya philosophy, that the human mind is a complex 
of three strands: sattva, rajas and tamas, When the poetic experience 
stands before the mind in a generalised form, the rajas element causes 
the « melting » (drti) of the mind (the mind melts and flows towards 
poetic experience); the tamas element « extends » (vistara) the mind 
(enables us to reach and take in the experience); the sattva element 
leads to the « blossoming » (vikdsa) of the mind (enabling us to under- 
stand and realise the experience). In this blossoming condition of the 
mind, the sattva overflows and dominates. This mental condition is of 
illumination or knowledge and of joy. Human awareness comes to rest 
in this condition, there being no other target of knowledge save the 
experience of joy. The condition is analogous to that of ecstatic bliss 
in the presence of the Divine. This is the state of bhoga, where the poetic 
emotional experience is relished and enjoyed’. 


Accordingly, Bhatta-Nayaka would interpret the rasasaitra of Bha- 
rata as follows: The combination (sarityoga) of vibhdva etc. means their 
revelation (bhdvitatva), their generalisation (sadhdranikarana) effected 
through bhdvakatva-vydpara. Production of rasa (rasa-nispatti) means 
producing the sthdyi in generalised form, fit to be relished; and the 
nature of rasa is a free, unhampered enjoyment of the emotional expe- 
rience by bhoga-vyapara 8. 


7, Read: 


(i)... bhdvyamédno rasak anubhava-smrti-adi-vilaksanena rajas-tamo-nuvedha- 
vaicitrya-balat dyti-vistara-vikdsa-laksanena sattvodreka-prakasa-dnanda- 
maya-nijasamvid-visranti-laksanena parabrahma-dsvdda-savidhena. bhogena 
param bhujyate / 

Abhinava, on NS. Rasasiitra, op. cit., p. 277. 

(ii)... bhdvakatvavydpdrena bhavyamadnah sthdyi sattvodrekaprakdsa-Gnanda- 

maya-sarnvid-viSranti-satattvena bhogena bhujyate iti Bhatta-Nayakah / 
Mammata, KP. IV. 

(iii) Bhdvite ca rase tasya bhogah syat / Yah svayam bhujyate rasyate parasmai 

diyate ca sa bhogah / Sa ca anubhava-smrtyadi-vilaksana eva / 
Manikyacandra, Samketa on KP.., op. cit., pp. 46-47. 

(iv) Sddhdranikytesu ca vibhdvaddisu sddharanyena eva visaytkrtasya sthdyinah 
sahydaye visayacarvandkaritatvam ndma bhogakrtvam paryavasanikam vya- 
parah | Tata eva sahrdaya-rafijanat jaydsarimitatvam | Bhogas ca parama- 
nandasvdddtmd yogigato brahmdsvada-sannikrsta iti... / 

Sridhara, KP. Viveka, op. cit. 

(v) Evam ca iha vibhavadibhih samyogdt bhdvitatvad anantarakdle rasasya 
sthdyinah bhogena muktisvariipd nispattih iti sittraérthah / Bhojakatva- 
vydpdra-bhujyamana-sthayitvam eva rasalaksanam bodhyam [ 

Gokulanitha Upadhiaya, KP. Vivarana, op. cil. 

& See (5) (v) above. 


The relation of the bhavakatva-vydpara to the theory and apparatus 
of Pirva-mimarisa has now to be closely examined. ; 
The general concept of bhavakatva, understood so far, connotes 
generalisation (sddhdranikarana) of vibhava and other components of. 
poetic construction of an emotional experience *. Some commentators 


“ncludé in this process the generalisation of the basic mental state 
'(sthayiy too ©, However, the precise meaning of the term bhavita or 
bhavyamana, which is used with rasa or sthdyi to explain the result: 
of bhavakatva-vydpara [cf. bhavakatva-vyaparena bhavitah / bhavyama- 
nah rasah / sthayi], needs to be explored. Both the terms are derived 
from the root baa and are causal forms, bha@vita being past passive 
participle, bhavyamana, past active participle. It appears that in equating : 
bhivakatva with sddharanikarana we are not sticking to the causal 
sense, and the relation of this process to the Mimarhsa doctrine remains, 

therefore, somewhat undefined. 

As a matter of fact, the Mimarhsa doctrine of bhdvana comprises 
the verbally expressed potential termination (Vidhilin), its favourable 
(or unfavourable, if it were an injunction of prohibition) impact on the 
listener, arid his mental frame inclined, as a consequence, towards the 
undertaking of a specific activity (or desisting from one). The poetic. 
writing does not use verbs of the Imperative or Potential Mood as the | 
Vedic injunctions do. Similarly, there is no question of any precepts 
for sacrificial activity and their actual execution by an ordained pro- 
cedure intended in poetic writing. How does bhdvand operate then in 
the field of literature? 

It is worth noting that Abhinavagupta and others who propound 
Bharata’s rasa theory, do not reject the principle of sddhdranikarana, 
or even the bhdvand doctrine, though they disagree with Bhatta-Nayaka’ s 
interpretation of the rasa-siitra. Abhinava says, « while stating that ‘ rasa 
is bha@vita through poetic writing’, if you mean by bhdvana that rasa; 
which is produced by vibhava etc. and. which: is of the nature of repeated 
tasting and relish, becomes the subject of such awareness, then we too 
accept it», This agreement implies that what bhdvand-vyapara does 
for poetic literature is that it makes a freely presented aesthetic expe- 
rience the subject of our continual tasting and relish, it gives us an 
awareness of aesthetic enjoyment. If this were the result of bha@vand 


9, Commenting on NS. .Rasasiitra, Abhinava uses the phrase, sadhdranikaranat- 
mana... bhavakatva-vyaparena. In Dhvanydloka- Locana. Abhinava says: Tac ca etad 
bhdvakatvam nama rasan prati yat kdvyasya tad-vibhdvadinim sadharanatva-dpdda- 
nam ndma / 

10. See Govinda Thakkura, (5) (iv) cited above. 

11. Cf, Abhinava on NS. (GOS. Vol. I, p. 277): 

«Yat ‘kaévyena bhdvyante rasdh’ iti ucyate tatra vibhdvadijanita-carvandat- 
maka-dsvddariipa-pratyayagocarata-dpadanam eva yadi bhavanam tad abhyu- 
pagamyate eva» | 
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or bhadvakaiva, it would be worth analysing it further rather than seek 
only synonyms for the Sanskrit terms. 

We have seen that poetic writing stands apart from other kinds of 
writings on account of its distinctive nature. The form and expression 
of poetic writing are beautiful, attractive, alluring, captivating. It does 
not aim at precept or advice. It only presents an intense emotional 


experience to delight us, to increase our sensibility and bring us a new 


awareness of life. These are generally accepted ideas, and Sanskrit 
Poetics has stated them. So, if the Mimarhsa doctrine of bhdvand cannot 
appear in poetic writing in the form of an impetus inducing a suitable 
activity, the beautiful and engaging form and expression of poetic 
writing do, at least, affect us favourably, making us turn towards it 
with an expectation of relish and delight. This could be regarded as the 


effect of bhdvand or bhdvakatva in literature; and since these poetic 
factors are expressed through word and sense, this may be called the. 


Sabdi or verbal form of bhdvana as it operates here. 
For Mimarhsa, the ultimate goal of Vedic precepts is heaven, realisa- 
tion of this fruit through sacrificial performance. For poetic writing, 


including drama, the final goal is rasa, producing it and relishing it. The. 


obvious medium for rasa-creation is poetic writing, kdvya and n@tya, 
which thus stands in the category of « bhadvaka ». What is meant is that 
poetic writing is to use the necessary paraphernalia to create and de- 
velop rasa, so that a reader or spectator can get the aesthetic experience 
and enjoy it. When, therefore, an expression like kavyam rasdn bhavayati, 
«a poetic writing reveals a relishable emotional experience », is used, 
the bhavand function is tacitly assumed; and then its two aspects Sabdi 


and Grthi (word-prone and import-prone) must also be assumed to be. 


present in poetic writing. The sabdi form is the attractive, beautiful 
aspect of poetic writing; it draws us to it and affects us favourably. 
The Grthi form is rasa-bhavand, which reveals the emotional experience 


and makes it fit and ready to be relished. If Mimarhsa holds that 


arthi bhdvand is the goal of Sabdi bhavand, we could likewise say that 
the attractive, poetic aspects (like alankdra, guna, abhinaya etc.) of 
literature really aim at revealing the emotional experience, rasa, for 
relish and enjoyment. 
Abhinavagupta and Mammata describe sadharanitkarana as the es- 
sence (dima) of the bhavakatva-vydpira. But the cause-effect relation 
between the two is not possible to be ignored. The comm: Samketa 


on Kavyaprakdga observes: The affective process (bhavakatva-vyapara), . 


although a part of the function of the expressive abhidhd, yet concerned 
with the revelation of emotional states (rasa/bhdva), helps to remove 
the thick pall of confusion over the mind of the sensitive responsive 


readers/spectators, and reveals to them (also to an actor in dramatic. 
presentation) the components of construction like vibhdva etc., which’ 


they. are able to perceive, in a generalised form, freed from particular 
contexts. This generalised manifestation makes the rasa-sensation (or 
experience) neither impersonal nor personal. This and similar comments 
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leave no doubt that saddharanikarana or generalisation is the effect of 
bhavakatva, the affective process, although Abhinava and Mammata may 
suggest an identity between cause and effect 2. In the comm. Saripra- 
daya-prakasini on KP, Vidyadharacakravartin clearly says that the cause- 
effect-identity implied in the phrase « sadharanikarandtmand » (as an 
adjective of bhdvakatva-vyapadrena) is metaphorical; in fact, sadhdranika- 


rana is the effect of bhadvakatva. Bhatta Gopala makes a similar state. _ 


“iment in his commentary Sahityacidamani®. It is necessary to note 
this distinction in order to consider the application of the Mimarnsa 
doctrine of bhdvand in the context of poetic writing. 

The term bha@vand and other allied terms which contain the causal 
sense of the root bhii mean « causing to become», bringing into exi- 
stence; that is to say, production or creation (utpatti, nispatti). The 
absence of actual impetus (prerana) and consequent activity (pravrtti) 
in poetic writing rules out the possibility of taking the verb bhavayati in 
the literal sense. Yet it, and the phrase bhdvyamdna, can be metapho- 


rically understood to mean « (something) revealed or manifested », 


« brought before the vision or awareness ». What is expected in poetic 
writing is the state of (reader’s) mind to turn to it favourably, and the 
manifestation of sthdyi or the basic mental, emotional state (through 
the process of generalisation). So, the manifestation, production or crea- 
tion of sthdyi, though it does not actually exist, nor can it be concretely 
produced, before a sensitive responsive reader/spectator, seems really 
to be the aim of bhavakatva-vyapara. 

Sridhara (circa 1399 A.D.), in his commentary Kavya-prakdsa-viveka 
on KP, expresses this point as follows: The vibhdavas like Sita, introduced 
in poetry or drama, are not ever likely to be present in fact before a 
responsive reader/spectator. Yet they appear to be so present; one thinks 
they are. This is bhadvand or bhavakatva. Gokulanatha Upadhyaya 
(circa 1709 A.D.) observes in his Kavyaprakaga-vivarana that in a 
poetic description of Rama, the passing mental states (vyabhicari-bhavas) 
like eagerness, playfulness, fortitude etc. induced in him due to Sita 


12. See (4) (i), (5) (iii) for original quotations, cited above. 

13. Cf. Nanu apratyaksatvat Sabdavyadparah kdryena eva anumiyante { Kena iha 
karyena bhavakatva-vydparam anuminumah iti dha, « vibhdvddi-sadharanika- 
ranena » iti / Yena vibhavadini sddhdranikriyante sa bhdvakatva-vydpdarah / 
« Sadharanikarandtmand » iti karya-karanayor-abhedah upacaritah | Sadha- 
ranikaranam hi bhavakatva-vyadparasya kdryam eva | 

Comm. Saripraddyaprakasini on KP. ed. Harihara Shastri, Trivandrum Sanskrit 
Series, No. 88, Trivandrum 1926; p. 111. The. Comm. Sahityaciidamani is incorpo- 
rated in this volume. 

14, Tatra bhdvakatvam Sitéprabhrti-vibhavadindm, yatra api asambhavah tatra 
api bhavanam, sadhadranya-dpaddandrtham / 

Sridhara’s Comm. on KP., ed. Shivaprasada Bhattacharya, Sanskrit College, Calcutta, 
1959; pp. 68-69. ‘ : 

15. Cf. Tanmate « prasabhaprasrtaih » ityadi-kavye abhidhdripa vrttih Vaidehi- 

karmaka-vilaksanakataksa-karanaka-darganakartari Rime kataksdadi-upasthi- 
: tan... / Evam viratayain abhidhdéyam bhavakatva-vyapdrasya dvirbhdval | 
Gokulanatha Upadhyaya, KP. Vivarana, op. cit. 
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affecting him as the chief stimulant (@larmbana) and her glances as the 
exciting stimulant (uddipana), seem to show their appearance. This hap- 
pens due to the process of abhidha according to Bhatta-Nayaka. But the 
point is, just as in an expression like « Gangayam ghosah », the river- 
bank which is really adjacent to the stream « appears» to be in the 
stream, in the same way, the emotional affection of (the real) Rama 
« appears » to be present in the poet’s picture of Rama or in an actor’s 
representation of Rama. 

The term bhdvyamdna, in these explanations, seems, therefore, to 
mean « although present or existing only in a particular place, appearing 
to be present elsewhere ». Other theorists may describe this as analogy- 
based metaphor (sddrsya-laksana). Bhatta-Nayaka, however, believes it 
to be an operation of abhidhd itself. What is meant is: a metaphorical 
expression may lead to the appearance of a river-bank in the stream, 
though it really exists only near it. A poet’s careful use of words and 
expression, and an actor’s histrionic skill, may similarly make the actual 
Rama’s emotional reactions in the presence of Vaidehi to appear to be 
equally real to readers/spectators, as if they were actually present before 
them. Such real-like manifestation, production in another place (=the 
poet’s work, dramatic performance), is achieved by bhavand or bhava- 
katva, which according to Bhatta-Nayaka is the second part of abhidha 
and which operates after abhidhd has completed the function of 
expressing fixed conventional meanings by its first part. This, then, is 
the meaning of bhdvana, bhdaviti and allied terms, namely, « real-like 
appearance or manifestation in another place » ', 

Maheégvara Nyayalankara Bhattacarya in his commentary Adarsa on 
KP (before 17th cent. A.D.) paraphrases bha@vyamdana by sannidhapya- 
mana, « being brought and placed near ». The editors of the commentary 
explain the point in their gloss as follows: Bhavyamdna ought to mean 
utpadyamana, «being produced», in the Mimarhsa sense. However, 
Rama’s sentiment of love for Sita (rati, as the sthdayi-bhadva) perished 
along with him long ago. It cannot be « produced» or created now. 
What is possible is that it may. be placed before a reader or spectator 
through some means. Hence, we cannot but interpret the word bha- 
vyamdana metaphorically to mean « brought near, placed before ». The 


16. This meaning of « bhdvand» or « bhdvakatva » is consistent with Bhamaha’s 
conception of Bhavika alankdra. Cf. 
Bhdvikatvam iti prahuh prabandhavisayam gunam / 
PratyaksG iva drsyante yatrartha bhiita-bhavinah // 
Citrodattddbhutarthatvam kathadyadh svabhinitata / 
Sabdanukilata ceti tasya hetum pracaksate // 
Kavydlankdra, Ill. 53-54. 
Mammata too has accepted the Figure Bhavika, which he defines as, « Pra- 
tyaksad iva yad bhdvah kriyante bhiitabhadvinah {| Tad Bhavikam... // KP. X. 114. 
Bhamaha's conception is comprehensive, since he treats Bhavika not as a figure 
of speech merely, but as a quality, an excellence of a literary composition as such 
(prabandha). It will appear that Abhinava is willing to accept bhdvana in such a 
comprehensive sense, and in the context of rasa. See fn. (11) cited above, 
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spectators seem to sée actually as it were, visualize, the love of Rama 
for Sita. From the spectators’ point of view, it is some other person’s 
love for some one (parakiyd rati). Nevertheless, they get a vision of ‘it. 
The bhavakatva-vyapara is the cause of this vision, of the particular 
emotional experience placed before them. 


' The editors further argue that the Vedanta philosophy accepts sat- 
: “karyavada, which assumes that the-cause abides-even if-an effectis lost: 


Consequently, it is not theoretically wrong to assume that a particular 


' effect though lost can be re-manifested. As a spider may draw threads 


from its own body and reconstruct a net (litd-tantu-nydya), so Rama’s 
love for Sita could be brought again to the minds of the spectators 
through the medium of poetic and dramatic art. In other words, the 
concept of bha@vakatva understood as revelation, manifestation, a vision 
or visualization brought near the reader/spectator is . ‘philosophically 
reasonable. 

A spectator perceiving the manifestation of Rama's love (sthayiy sti- 
mulated by Sita (vibhdva) and other factors’is aware that it is not the 
feeling of love of a particular person (Rima himself), nor is it a per- 
sonal (spectator’s own) feeling for one’s own beloved wife. This dual 
awareness is a reasonable guarantee that the feeling (sthayi) manifests 
itself in a generalised form in the spectator’s mind. This transferred 
revelation of the factually non-present mental state in the mind of a 
reader/spectator is virtually the power of the affective process OIE a: 
katva-vyapara) "7, 

In the light of this discussion it is better not to identify the affective 
process (bhavakatva) with generalisation (sddhdranikarana) loosely, but 
to assume a distinction between the two in principle. Bhdvakatva, thus, 
means &virbhavana, « manifestation (in another place) », and this meaning 
is close enough to the Mimarhsa sense of « activity conducive to pro- 
duction », This manifestation is made possible, as we have seen, through 
the art of poetry and drama. 


17. The Editorial comment on « bhdvakatva-vyapdrena bhdvyamdnah sannidha- 
pyamdanah » is, « Bhévyamdna iti asya Mimdarnsaka-matanusdrena " utpddyamana” 
iti arthakatve, taddnim nastasya Ramdadi-ratyddeh utpatti-asaribhavad bdadhah, iti 
ato vyacaste " sannidhapyamdna” iti-/ " Sannikrstah kriyamdyah" iti tadarthah / 
Etena parakiya-ratyadeh sdmajikaif, sdksatkdre hetur uktah / ». 

Rejecting the opinion of Pradipakara, the editors say: Yathad Veddnta-mate 
avidydya viksepa-Gvarana-riipam Saktidvayam evam etanmate-pi (Bhatta-Nayaka- 
mate) vibhavadinam bhdvakatvam bhojakatvam ca iti vyapadradvayam / Tayor Gdyena 
ciranastd-pi Sitddi-dlarnbanaka-Ramdadi-ratyadayo liatdtantu-nydyena sdmajikandm 
antahkarane punar avirbhdvyante / Satkaryavadinim mate kdrane suksmaripena 
avasthanasya eva ndaSapadarthataya nastanam punar udbhavo na anupapannah / 
Tdsém eva ratyadi-vyaktiném punar-udbhava-asambhave-pi tadiya-layasthdnagata- 
visesddhindh, samdajikdnam sva-ndyikddivisaya-ratyadivilaksand, ratyadayah tesdm 
antahkarane dvirbhavanti iti abhyupagantavyam / Tatra eva ca bhavakatva-vyapa- 
rasya sdmarthyam / 

Mahegvara Nyadyadlankara Bhatt&acarya’s Comm. Adarga on KP. ed. by Ama- 
rendra Mohan and Upendra Mohan; Calcutta Sanskrit Series, No. 6; Metropolitan 
Printing and Publishing House Ltd., Calcutta, 1933; pp. 104-105. 
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The details of the bhdvakatva-vyapadra may now be tabulated as 
follows: The poetic writing is not interested is issuing commands 
‘for (holy) action or in giving advice for the conduct of life. Yet, a 
poet does wish to make his literary work attractive to his readers and 
to convey to them a sense of pleasure through an emotional experience. 
It is possible, therefore, to look upon the « body » — the word-sense 
form — of literature as « bhavaka», meaning the sabdi aspect of bhd- 
vand, and its « soul» — the aesthetic experience in it — as the drthi 
aspect. 

The aim (sddhya) of the poetic expression is to make the reader/ 
spectator favourably disposed to meet the experience presented, and 
to reveal the basic emotional state in a generalised form to him. The 
words the poet selects and the way he constructs the experience are 
both distinctive and are intended to charm the reader. This is the 
procedure (itikartavyatd) that a poet uses with a purpose. It seems 
also as a means (sddhana) to create a favourable mental frame for a 
reader which ultimately leads him to the enjoyment of the experience. 
These details pertain to the Sabdi aspect of bhdvand. 

Revelation of rasa is the aim of Grthi bhadvand as it operates in 
poetic writing. For it, the basic sthayi has to be brought before the 
reader/spectator first. This is accomplished by generalisation, according 
to Bhatta-Nayaka. What is meant is this: As a poet constructs an expe- 
rience for us through a particular arrangement of vibhdva, anubhava 
and vyabhicarins, while we become aware of them individually and 
particularly, another kind of awareness too arises that this is a presen- 
tation of some basic, universal emotional experience. This latter is 
sadhdranikarana, and it is the means of rasa-bhdvand. The generalisa- 
tion, which sheds all particular contexts, is made possible in poetic 
‘writing through special arrangement or construction of experience, 
choice of expression, use of literary excellences and rhetorical figures 
or devices, avoidance of literary defects; in dramatic presentation, 
histrionic skill (abhinaya) helps this effect. The conscious planning and 
use of these devices in poetic and dramatic writing may be said to 
constitute the iti-kartavyata here. When it is observed generalising 


becomes possible. The totality of the literary devices lends to the poetic: 


writing a variety, picturesqueness, charm and beauty, as the moonstone 
oozes liquid at the touch of moon’s rays; so that the entire literary 
expression shines with this glow of beauty. The basic experience then 
is presented in a generalised form, fit to be relished. This is rasa-bha- 
vand, and with it the operation of bhavakatva is completed". 


_ 18. See the Comm. of Sridhara on KP.: Tat (sddhdranyam) ca kdvye guna- 
alankdara-yoga-dosa-pariharac ca sarmbhavati, ndtye catuhprakdra-abhinaya-yogdt / 
Sdmagrivaicitryadd hi §abdarthandm vaicitryalabhah / Tad yatha rajanikaramayiikha- 
sannikarsena candrakantopalasa dravanotpddah, evam kavya-ndtyayoh sdmagrivais$i- 
styena sddhdranikaranam nama bhavakatvam vydpadrah / op. cit. 
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The details of the bhavani-vyapdra, according to Mimérhsa termi- 
nology, may be tabulated as shown below: 


BHAVAKA 


(1) Sadhya 
urge towards mental fra- 
me favourable for relish 
of rasa: favourable dis- 
position (abhimukhata) 
towards poetic writing 


(2) Sadhana 


Sabdariipa Attractive literary expres- 
(Expression- sion (word and sense in 
| | prone) beautiful form) 
Se 1 (3) Itikartavyata 


Consciousness of distinc- 
tive nature of poetic 
writing (that it is diffe- 
rent from Veda, Sastra 
etc.) and hence the ar- 
rangement of word and 


BaAVANS sense in charming man- 
BHAVAKATVA- | aa 


VYAPARA 


(1) Sadhya 
Rasabhdvand: manifesta- 
-tion of sthayi in genera- 


lised form 
(2) Sadhana . 
Arthariipa . Sadharanikarana of the 
i] (Import- [eereeer vibhava etc. 


prone) 
(3) Itikartavyata 
In poetic writing: avoi- 
dance of literary defects, 
use of rhetorical figures, 
poetic excellences etc. 
In drama: employment of 
the fourfold abhinaya. 


The function of bhdvakatva is to present or manifest the sthayi 
in a generalised form, which is now fit to be relished. The actual relish 
or enjoyment is the next operation which, according to Bhatta-Nayaka, 
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is effected by the third part of abhidha called bhoga, bhogikrtva, bhoja- 
katva and so on. It operates as follows: 


nena mnnemneeemeeeeemeeremmamemnnneeenermcenee neem eee 


BHOGA or BHOJAKATVA VYAPARA 
i nie nt 


Sddhya 
(aim) 
Rasa-bhoga 


(Enjoyment of emotio- 
nal experience presented 
through art: it is akin to 


Sadhana 
(means) 


Carvana 


tasting on the part of the 
responsive reader/specta- 
tor of the sthdyi, brought 


Iti-kartavyata 
(procedure) 


Domination of sattva in 
the triple-strand mind 

(Rajas leading to melting 
of mind, Tamas effecting 


ecstatic bliss; the mind 
in this condition is sattva- 
dominated; awareness co- 
mes to rest). 


LLL RCC Ett Reenter nentevsennenstetthiennennemanunssseseieinetnntieceenaenrerrere 


before him in a genera- 
lised form. ; 


expansion, Sattva causing 
development, reaching and 
taking in the experience). 


[5] 


Abhinavagupta and the Dhvanivadins have rejected Bhatta-Nayaka’s 
interpretation of the rasa-siitra of Bharata. But they do not reject his 
bhavakatva-vyapara as such, and its important result of sadharanikarana 
or generalisation. We have seen earlier that Abhinavagupta accepts bha- 
vana as an operation which makes the generalised sthayi the subject of 
one’s tasting and relish. Besides, the process of generalisation is abso- 
lutely necessary for Abhinava’s abhivyakti theory too, although he may 
attribute it to vyafijanad-vyapara. 

It cannot be said that bhavakatva-vyapara is rejected because it 
lacks proof. It is legitimate to infer the existence of a cause from the 
existence of an effect. If sddhdranikarana is supposed to be the effect 
of bhavakatva, it will not be logical to say that bhavakatva lacks autho- 
rity or proof®. I am inclined to believe that the objection to the 
Mimarhsa doctrine of bhdvand springs from Bhatta-Nayaka’s attempt 
to couple it with bhojakatva-vyapara. 

Bhatta-Nayaka, of course, thinks that both bhavakatva and bhoja- 
katva operations are necessary. Bhavakatva accomplishes only the mani- 
festation of a sthayit in a pure, generalised form for an appreciative 
reader/spectator. Its function is then over. The poetic writing also does 
not go beyond this: all it can do is to create the particular parapher- 
nalia and through it reveal the basic, human emotion in its universal 


19, See the quotations cited under No. (7). 
20. See No. (13) cited above. 
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form. The relish of the emotional experience thus revealed is the next 
step, which lies beyond the operation of bhdvakatva. Bhatta-Nayaka 
postulates bhojakatva-vyapara for accomplishing this purpose of rasa- 
asvada.° 

Some commentators seem to lend their support to the stand taken 
by Bhatta-Nayaka in this regard. The editors, for example, of the comm. 
Adarga on KP say: The postulation of bhdvakatva and bhojakatva as |” 
two separate functions by Bhatta-Nayaka is akin to the assumption of 
viksepa and Gvarana as the twin powers of avidyd in the Vedanta system 
of thought. The basic or the permanent mental state (sthd@yi) of the ori- 
ginal character which has perished in the passage of time or is not 
actually present at the moment is supposed to be manifested or re-pro- 
duced (in accordance with the principle of satkdrya-vdda), due to the 
operation of bhavakatva in poetic writing. In understanding the problem 
of the « relish » of the mental states, it must be remembered that love, 
sorrow and so on are particular aspects or conditions of the human 
mind. They are realised or felt only by the soul, the witness (saksi) of 
human passions, mental attitudes or conditions. But the myriad rays 
of the Sun reflected from a spotless mirror may bathe a wall in brilliant 
light and the pictures on it which may not be ordinarily clear will then 
appear vividly. In the same way, if the pall which ordinarily hangs over 
individual perception and limits it to particulars may somehow be re- 
moved; and then an experience different from the familiar experiences 
of pleasure may flash. before us. This is what bhojakatva-vyapara does 
for us while taking in art-experience. 


The Dhvanivadins are not prepared to accept this Vedanta-based 
explanation of the operations involved in aesthetic experience. They 
believe that vyafijand-vyapara (the function of suggestion) alone ac- 
complishes the manifestation of sthdayi in its generalised form and its 
relish both. It is, therefore, unnecessary to assume two separate ope- 
rations, when one has the power to achieve the desired results. 


Some other statements of Bhatta-Nayaka are likely to be questioned: 
for example, his view that rasa is relish or enjoyment (bhoga), not a 
perceptual consciousness (pratitt); his assumption that the human mind 
at the time of relish is in a special state, as disposed by the position 


21. The text contains the gist of the commentary. The original is as follows: 
: Yathd Vedantamate avidydya viksepa-dvarana-riipam Saktidvayam, evam etan-mate-pi 
vibhavadinam bhdvakatvam bhojakatvam ca iti vydpdradvayam / Tayor Gdyena cira- 
nasta-pi Sitddi-dlarnbanaka-Ramddi-ratyadayo lita-tantu-nyayena sdmajikanam antah- 
karane punar Gvirbhavyante / Satkaryavadindm mate karane stiksmaripena avastha- 
nasya eva naégapadarthataya nastandém punar udbhavo na anupapannah / Ratyadinaim 
cittavrtti-visesdndm sGksi-bhdsyatve-pi sdlokasya kudyddeh darpana-pratiphalita- 
sahasrakiranakara-samparkena iva, bhojakatva-vyaparena krta-dvaranavisesa-bhan- 
gena itara-sukhasaksatkara-vilaksanah ujjvalah prakaso bhavati, iti bhojakatvavyd- 
paro-pi saphalah / op. cit. 
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and effect of the three gunas. These are challenged by Abhinavagupta, 
and the criticism is quite sound ”. 


However, the entire discussion would lead us to perceive that the 
difference between Bhatta-Nayaka and the Dhvanivadins is a doctrinaire 
difference, so far as the interpretation of the concept of rasa is con- 
cerned. While Bhatta-Nayaka assumes two separate functions to ac- 
count for the generalisation and the relish, Abhinava and his followers 
would want to achieve them with one vyafijana-vyapara only. But the 
process of making a reader or spectator turn favourably to poetic and 
dramatic writing (abhimukhikarana) and transforming the particular 
experience into a universal human experience so as to be genuinely 
relishable are both vital to art, indispensable to art. And as such, the 


operation of function that accomplishes these results is equally vital: 


and indispensable. Whether we call it bhavand, bhavakatva or dhvani, 
vyanhjanad, abhivyakti, is a matter of « name » in the final analysis: The 
operation is essential to any school of thinking; without it the aesthetic 
problems involved in art-experience cannot be explained. 


22. See Abhinava’s Comm. on NS, Rasa-siitra, op. cit.: 

Pratiti-ddi-vyatiriktag ca sarnsdre ko bhogah, iti na vidmah / Rasand iti cet sd-pi 
pratipattir eva { Kevalam updya-vailaksanyan-ndmantaram pratipadyatam, darsana- 
anumiti-Sruti-upamiti-pratibhanddindmantaravat / 

Atha ucyate, pratitir asya bhogikaranam, tac ca ratyddi-riipam, tad astu, tathdpi 
na tavan-matram / Yadvanto hi rasds tdvatya eva rasanadtmdnah pratitayo bhogikara- 
nasvabhavah / Sattvddigundnam ca anigadngivaicitryam anantam kalpyaim iti kd tritt- 
vena iyatta? 


